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K.T. Why don't we start wth whet's havpening 
now. Do you have any specific projecys? 


G.S. Yes, I have.For the conference. I'm 
working on a theme of pairs of photographs. 
They are portraits, black and withe portraits 
of people in their home or studio, in their 
interior; then a colour photograph of the 
interior itself. However the person isn't 
photographed in front of the same background. 
So there's not really a repetition. What I am 
trying to hve is a visual reference or an 
indication somewhere on the edge of t e photo- 
graph that it is the sme interior. that the 
person belongs to tat interior. And then in 
tle colour photograph, you have the same 
visual reference on one edge of the photgraph. 
It's mmething that developed siowly. I always 
loved to do portreits and I love inteiors. Color 
photography for years I just didn't know wrat 
to do with it. It always interested me. Isaw 
that many photographers could handle it; others 
couldn't, I tryink they missed out completely. 
So I was thinking how I could combine both 

and get the best out og both. So I decided 
that..IJ don't kike colour portraits, so I 
thought that I'd do the portraits in black and 
white and the interiors in colour. And I hope.. 
I'm really just trying i¥. I have to see wat 
it looks like I want other pew ple's reactions. 
I think that one could mrt of reinforce the 
other. You know a bla&k ad ehite portrait next 
to a colour interior;is suck a juxtaposition. 
Not only tbe subject is very different, but 
because one is colour and anoher is black and 
white is another set of © ntrasts and it might 
work. I hope it will work. 


K.T. In one sense, surely it wll bring to light 
the illusion in black and white. In one gs tuation 
you have a cloour image and in the other you 

see those colours transferred into tones. 


"ens, The reason why I decided to do the interiors 
in colour,,because I feel that the colours we 
use around ourselves somehow in some way 
descrioe certain cultures, or social class or 

i taste and I think it can be important. When 


I first started doing colour interiors,..I don't 
know if you saw the exhibition_at Yajima,; ttrere 
were 7 or 8 colour interiors ~ 1 started doing 
photographs of colour interiors which were,really 
very colourful, wat you could call kitchyA I 
wouldn't decorate my home like that. In a‘’way I 
like that. These people were really very nice 
ordinary people and just by talking with the 
people it doesn&t necessarily mae you connect 
them with that kind of interior. But anyway 

this is what I photographed. But Since then I 
realzed /that an inte ior wi has ve y few 
colours or no colours at all can be just as 
Significant as a vey colourful one Pecause 

if you look around here and sort of the pe ple 
we know, like earthy colouss. Not terriblg 
imaginative, all browns and blacks and beiges. 
And green plants. It's all in one half of the 
colour circle. But there are other uses of 
colour and you know, chartered accountants 

use certain colouss and compay presidents use 
other colours. 


K.T. One thing in a sense tht has always upset 
me about tihe ork that has been done in colour 
photography, is that attention ins not paid to 
colour. It's paid to colour in the sense that 
Isee that building there. It's flashy orange. 
I'm going to photograph that because it'll look 
good in coulour, not necessarily attention to 
colour. 


G.S. No, Ithink that is the way an artist, a 
painter or a graphic artist would use colour. 

I think Szsrkowski explained it wery well in 

the introdwtion to the Eggleston book where he 
said that photographers didn't see the blue and 
the sky as one thing. For them, in the early ages 
of colour photography,5,6 years ageo, the blue 
was a colour patch which had to be juxtaposed 
with say an orange or complimentary colour and 
they failed to recognize that the blue and the 
sky is the same thing. That they sre one thing. 
It's just that the sky is blue; if it was accepted 
that it could be pink, it's alright too. 


K.T. I was at Yajima yesterday and I want through 
the portfolio that you have trere. And one of 

the things th:t struck me is that there are so 

meny references or say there is such a ravport with 
say, Walker Evans. There's the interior and 

the imclication that given the surroundings, 

you know something about the person, that a 


person inhabits it even thoughthey may not be 
presnet in the picture; the exteriors in Abitibi, 


the fine tone quality of the prints; work with 
large format and so on. 


G.S. I think your observati ons sre accurate. 

I was always very much influenced by Walker Evans. 
And in my portraits, my earlter portraits - I 
don't think I had any at Yajima now - I was.. 

and you, know, I'm not embarassed about it .. that 
I was influenced by other photogrephers. Paul 
Strand inmy earlier portrai work. A very frontal 
approach especially with the Outer Hebrides book 
But I feel that more Walker Evans style of 

work in documenting things, may different tings 
because he had a very wide ra ge of interests 

are very close to mine. 


K.T. In the work that is at Yajima, most of the 
photographs are of mrt of small town environmats. 
Is that done because you see small towns as rep- 
resenting some sort of fabric of life here? 

Or is it just by chance. 


G.S. Well, not completély by ohace, lin the last ten 
years I've been photograrhing almost exclusively in 
rural Quebec. Of course wh t we see is farmers, 
landscapes, villages, aml small towns. Landscapes 
as such in themselves, photographically have 

never inte ested me. I love landscapes and I 

love hiking in the lmdscape. But somehow,as 

much as I love other photograple rs landscapes, 

I just don't feel like phtoggraphing it. Maybe 


fvit's because/I need traces of man. Traces of man 


interest me fvery much, whetere its in architecture 
or inte iors or just a street or signs. There 

has to be some mnnecti n betwween nature and ma 

ad maybe that's why I vhotograph in small towns. } 
K.T. But why not them urban Quebec as well? 


G.S. Well true. Did I have at Yajima the St. 
Catherine Street things? 


K.T. I didn't see them. 


G.S.No. Well, if you remember at Yajima it was 
in the hallways. £sxxkk I'm working in Montreal now. 


K.T. Is there a switch in the wrk as a result of it 


G.S. Yes, I think the photographs are a bit 
morehermetic. At k ast te St. Catherine 

photos, when I look at them now and compare 
them with the rural ones, they are a bit 
chlostrophobic. So in that sense, they probably 
do express the city as opposed to the country. 
Also I'm finding that it's quite difficult 

to establish contact in rural Quebec; it's 
getting more and more difficult. Somehow, rural 
areas that hadn't been exposed to aty traffic, 
the travelling salesman and all that, they were 
very open to the odd city dweller. But now 

it's getting more md more difficult. I also 
think that I'm more of an urban person; I've 
always lived in tk dity and I like ci ties. 

So I thought that maybe I should start working 
for a few years in the dity- an environment that 
we know the best. And I know so many veople 

$9 that when it omes to portraits and interiors, 


it's very easy for me to find subject matter. 
In the country it sometimes takes a few days 
to meet one person. 


K. T. That's a wat I was going to ask you. 

The peple th t you photograph, the portraits that 
you do, I imagine that for the rural ones, 

you somehow meet these people, befriend them 

and then photograph them. Were they aware 

that the photographeé would possibly be 
exhibited or published? And if so, what was 
tha. r response to that? 


G.S. Yes, in most of the cases they were. If 
we had a long enough conversation and if they 
asked me, I would tell them thet I am a vhotograph 
who exhibits md maybeeven sell one or two. 

If they didn't ask me I wouldn't necessarily 
tell them; but most of tlem had no objection. 
Once it got to the point where they agreed to 
be photographed, tle y didn't really care what I 
did with the victure. One t ing, I always sent 
photographs or there were a few trips where 

I w rked wth a 4 x 5 only and had a polaroid 
back, so I made a 4 x 5 polaroid. And I got 
small mats, instead of just handing them a 


oe polaroid, it just looked so much better. 
B 


ut I find that it is very important that the 
photographer give prints to the person being 
photographed.| You know, I can always take 2 
photo graph and take it home and take it out 
and look at the person whenever J want, but 
he can't look at me. So at lesst I've shared 
the experience wth him in form of sending - 


Ee he has a copy and I have a copy, I find 


it's TR DOE TERY: | 


K.T. No, I agree wth you. In a way it's also 

a matter of respect for te person. Do you always 
do things in terms of projects, like in terms of 
this current one where you have the portraits in 
interiors and then the colour interiors. Or do 
you often just go out and shoot in the streets. 


G.S. Well, yess, both. I do have projects and 
stra.gely enough they always come up every three 
years and this is purely a coincidence. So much 
that if the next one comes in three years, I 

will ask myself questions because it is s 

curious. I like to carry my small Minow and 

leica with me most of the time md I wuld just 

use the 35 as a sketching tool. Most of th 

photos I take like this, you know rollo after fork 
might have nothing on it, but I still feel like 
doing it. But also I vould, depending on the 
disposition, the environment I'm in ard the 
weather, I would go out for a day wt with my 35 
and just walk around for the day and photograph 
very consciously. But in 2 much looser way than 
with a 21/4 or a 4x5. 


K.T. But the work that you do with the 35, do 
you consider it to be merely sketches or does 
it become part of your quote "serious" work ? 


G.S. It becomes part of my serious work - not 

so much in terms of showing it, though I'm planning 
to print up some of the work I've done in 35 in the 
last several years - Ihaven't printed much of 
that. /But it hel ps me in ert of loosening up 

in my 4x5 work. You know, with 35 you wrk very 
fast you hardly look in the camera and all sorts 
of interesting things happen in composition. 

From that I learnt, for instance, hat just 

becase your camera is on a tripod and just because 
its a 4x5, the e is no reason why you shouldn't 
tilt it slightly, because sometimes a tited 

comers either because you get a horizone 
line of if you are indoors, you get a ort of 
diagonal or triangular shave at the edges and 

that type of compostion cam make your photograph 
more dynamic, more interesting. And that I learnt 
from a 35. Because naturally your reaction 

if the comera is on the tripod and there are 
Spirit levels on it then everything has to be 
straight, which isn't true. So in that sense 

my 35 mm work is closely connected.to my 4x5 work. 


K.T. But I would think that because orking wirh 
a 4x5 is so different, its so much more ritualistic 
that the nature of the image is always going 
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to be different from the 35. There are things 
that you can incorporate, there are ways of 
loosening up, but they are still two different 
entities. The same can be seen in the reverse 
where a 4x5 might influence a 35 mm. 


G.S. Ya, well you're not going to play this 
tape anyways. It's just for yourself. 


eauuy lylechs Che SAG 


G.S. No. I'm just trying to say that Allan 
Comiter ( talking about Comiter using 35 
influenced by 4x5) 


K.T. This is going back a few yesrs, but I 
think you were a member of GAP. 


G.S. Yes, that was the beginning of the '70's. 
It lasted about 2 years. The GAP was formed 
by four young photographers and they asked 
Pierre Gaudsrd and myself to join them. And 
it was an interesting collaboration for 2 years. 
Reacting back and forth. I think that one of 
the reasons trat it didn't wrk out on my part 
was that I was always xwerx socially very con- 
scious but I never was very political. And some 
of the men bers in Gap were vey political, though 
we never had any heavy discussions. As a matter 
of fact we didn't ever talk on politics, it was 
mostly social and human coniltions, we talked 
about, which can of course be very closely 
connected to politics, but not necessarily. 
Because there are poor and rich people in 
every society. Anyways I was never, I am a 
airly apoliticel person. So in my photography 
when I photograph people in various kinds of 
environments which, in a way, has to do w th 
society, which, in a way, is a very social kind 
of photography, it's so quiet. I wasn't trying 
Lto change things. 


K.T. Do you think that photographic work can be ac 
catalyst for chmging things? 


G.S. Very seldom. It can happen in photogranvhy. 
But I think that video and film are more powerful 
to ..especially now video. 


K.T. Because of the ord image relationship? 
G.S. Word/image, commentary and because of tie 


immediacy. It can be spread over tke wrld in 
a matter of an hour. But we all know if you 


that the photographer if collaborating wi th 
other agencies can accomplish something. But 
it didn't happen very often. 


K.T. My opinion on that is that photography 
doesn't change anything. It's tia people wo 

do. It may serve as evidente of something, 

but hose people must activate other peovle in 
order to change something. That's how the action 
occurs. 


G.S. Right. There was Riis with Mulberry Bend 
and ther was Hine with the child labout. And 

I don't know about the FSA. Did anything happen 
there besides docummting and building up a 
really fantastic file. 


K.T. I think there were some subsidies given, 
things like mortgages were held back so that 
people didn't have to pay them right away - I 
can't think of the legal term right now. Arn 
there were subsidies given because of the 
views of th living onditions that were seen, 
plus information that was available. 


G.S. I tend to agree with you that photography 
doesn't chage anything. 


K.T. Pierre Gaudard mentioned that there was one 
project that come out of GAP — tre small, les 
petits commercants. 


G.S. Ya, the small shopkeepers. Yes we.. it 
was I think a worthwhile project. 


K.T. where was it exhibited? 


G.S. It was exhibited at COOPRIX which was 

a cooperative supe market up on St. Josenph. 

Blvd. St. Joseph. And it's a very large super- 
market and a lot of peple go there. It was 

shown in a sort of cafeteria near the tables and 
people were really looking at the photographs. 
And each of us selected 1 or 2 or 3, just 

small in this case. One of my phtogranphs was 

a guy who makes violins. A compm y which produces 
neon signs, but just small in this case, naturally. 
And what else, I can't remember. I photographed 

4 or 5 petits commercants and took 3 of them. 


K.T. AS i understand it was some sort of collaborat 
tive effort, or collective effort. 


G.S. In the sense tht the whole thing was planned 
together. We had meeting where we owrked out what 
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sort of shops what sort of industries we would 
include.And then we shared tie expenses, printing 
mounting, whatever expenses were involved, framing. 


K.T. Is that the one and only collaborative 
project that you worked on? 


G.S. Yes, it was. The rest of the coll boration 
was just meetings. And we also sent portfolios 

to different magazines, trying to show our e@rk. 
Some were published in Vie des Arts. We sent «me 
to Camera in switzerland. And about the year later 
I got a letter saying they wanted to publish some 
of my photographs and not the others. I found 

it a little embarassing because I probably wasn't 
the initiator of sending to camera. What happened 
Allan Porter had a specific theme called Inhabitant 
and my photographs were of Iles aux Coudres, 
charlevoix in that project. But it had nothing 

to do with gap. 


K.T. Do you do any freelance work? 


G.S. Yes , I've specialized for almost 18, 20 
years in photographing paintings, reproductions 

of wrks of art. And I work for museums, galleries 
National Gallery, for individual artists and 
commercial galleries. I do painting, sculpture, 
graphic work and sometimes architecture. For 

Time Canada, while it was still out, I did quite 

a bit of work for time. 


Kot. Of that: nature. 


G.S. Well architecture and reportages on artists, 
painting am there were 2 few other just ordinary 
reportages. I sort of... its not very exciting 
work but its very specialized. There are only 

two or three photographers in Montreal wo do 
this. And there is enough demand to live on it 
only. 


K.T. Is that how you started? 


G.S. No I started to wrk for the Provincial 
Governmat at Office du Filme de Quebec for 

13 years. And in 1970 I quit them, because I had 
proposed different projects; I wanted to do 
several things that they weren't interested in. 

It got to be very dull whereas before it was 

very interesting. I travelled alot. So anyways, 

I quit and I switched ever to teaching at the 
CEGEP. Which I have been doing now for almost 8 ys 
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Some teaching, I do also freelancing, paintings, 
And try to find enough time to do my own work. 
(about Bravo exhibition in N.Y.) 


K.T. There has been a lot of documentary work 
done in Quebec. It seems to me thet it is 
almost centralized here in terms of the rest of 
the country. Some of it is good, some is bad. 

A lot of it is dull. Which upsets me a lot 
because whenxxkkxisxusedxwekixitxexmexbexuery 
xmstruactixve I think that it is a ve y fine form 
which cun be very instructive, open peoples 
eyes when it is used well. When it is used 
bedly it can negate ... Do you see the fact 
tahe documentary is centered in Quebec coming 
from any specific positions. Why should it be 
centered here as opposed to out west? 


G.S. My first reaction would be because of.. 

you know there are more problems here politically, 
always been. No, its not always true. If we look 
at good documetnary work, as you mentioned, 

like Pierre Gaudard's Prisons and Workers. 
Pierre's a Frenchman who has been living here 
for many years. He isn't so much a Quebecois 

who would be concerned so much at heart with 
sociol politiacl issues. Well, I'm not a 
quebecer either and I have been working in 

rural Quebec. I don't really know of any other 
photographer who has been working as extensively 
in rural Quebec. Sure there are a lot of 
photographers who spend a few months here. But 

I really don't know, unless its French Canadians 
being really Latin people, closer to European, 
French ties, where in Europe the most popular 
form is photo-journalism, the reportage type of 
approach. So maybe its a question of temvcerament. 
I don't know... 


K.T. Sure it was (a popular form ) in ther 
thirties. I don't think it is as widely soread 
now as it was then, because there ..so many 
people are experimm ting with other means - 
conceptual work, studio set-up situations, 

like Cummings work. So it seems to decrease the 
emphasis on docame tary because before all these 
other things were not havpening as much. 


G.S. You know, you mmtioned ®hebec. Out in 
Saskatoon, at the photographers Gallery, they 

do quite a bit of documentary work. It's not 

the reel social documm tary, but it is definitely 


10 


documentary...But really I couldn't tell you. 
That might be an interesting research for a 
student in the history of photography. Or 

for yourself t actually go around and ask 
photographers why do you do social documentary. 
I really couldn't answer. Did you see this last 
publication of OVO, this Drummondville thing? 


K.T. Whcih is another example. 
¢.S. What do you think of that thing? 


K.T. I actually went through it to see who 
photographed whexh what. I liked Normen Rajotte's 
photographs alot. I think thet the vublicetion 
could have been tighter. Sure it should be 
considered as a whole book because that way you 
get a more circular view of Drummondville. ind 

so there are some pictures which are used as 
transitions or just fillers because thet way 
related to the event. 


G.S. I found the pictures really quite weak or 
at least they dn't do very much. The whole 

thing is really very uneven. Even tk vorinting 
which is apparert ly duotone en they could have 
really done a lot better. I saw the original 
prints exhibited at the book fair at Place 
Bonaventure and they were quite good actuelly. 
But its another example of documatary wrk here. 


K.T. What about your relation to other uses of 
photography, say conceptual wrk? 


G.S. I really enjoy when an artist uses photo 
graphy in an unusual or inventive way, conceptual 
or other. I especially like the ones that are 
treated in a certain ..well not necessarily 

sense of humour, but where there is some esprit, 
some originality or inventiveness. A lot of it 

I find very uninte esting or at least I can 't tune 
in at that particular level. But certain artists 
or photographers who work in a conceptual way, 

I like very much; others I just don't understand. 
Like I like what Bill Vazan is doing. 


K.T. But you're never tempted to try and incorpor- 
ate it into your own work? 


G.S.No, Sometimes I was thinking in terms of 
sequences, but somehow, I don't know, my brain 
doesn't work like tmt.You know I dn't necessarily. 
But I still like to about eve y three years, as 


, I 
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I mentioned wrk on a theme., were the body of 
work says something about te subject matter, 
where the individual photogravhs sare just as 
important as the whole. But to wrk in terms 
of sequences or conceptual wrk I ne'er did it. 
Maybe its something th t comes like colour, 
where it bugged me for a time but I just didn't 
know wow to apvrosch it. But I have sort of 
sympathy towurds conceptuel erk that is well 
done. I think some of it is really gaamw.poor. 
And too fussy. There's not much meat in it. 


K.T. I agree with you. I think smetimes tie 
process is revered as process as opposed to content 
And if the content is nothing then... 


G.S. You know as soon as you exhaust the surface 
quality of it then there is nothing more left. 


K.T. In the projects we were just talking 

about, you telk about onctiving a project where 

the individual photogr@hs are as importent as 

the whole. Do you orgsnize the photographs in 

sey an exhibition, do you org nize them in a 

specific sequence? Or is that left up to someone else 


G.S. I like to wrk wth someone else... wi th 
the galery.. whoever is responsible for the 
hanging. I wouldn't want to do it ompletely 
alone either. Becase you probsbly get the 

seme reaction, because by the time you made the 
photographs, you did proofs and dozens or hundreds 
of proof prints sm then you print up your proof p 
prints, and then you look at them, you're so 
much involved wth your images that you fail 
to see certain possibilities in juxtapositions.. 
you know, how d@ne image, how two or three images 
might gain from each other by being side by side. 
In that case I like to wrk with other people 
when it comes to hanging. But siree my photogranvhs 
aren't conceived sequentially when I t&xe them, 

I am open to different types of arrangements. 
But I wouldn't like to give my pile of photographs 
to someone and just say Hang them...Even if I, 
which happened, I sent a group of photogrn hs to 
Milan and I gave them an indication of diffe ent 
arrangement s. of certain possibliites ef I exvlained 
why I would like to have such and such photogranvhs 
hung in a group at least close together. But I 
didn't leuve them oc mpletely open to do whatever 
they wanted to do. 


K.T. And did they follow your instructions? 


G.S. I don't know ! 


Wee 


&.T. Is your wrk relatively well known in the 
rest of Canada? 


G.S. I think so 

K.T. What about Europe? 
G.S. No not really. 
K.T. The Stites? 


G.S. No. When it comes to my ork I'm not 

pushing a lot. And I know that..well you 

don't have to be pushy, but I think that any 
artist or photographer should be active in 
distributing his own wrk. I'll weit til 

I finish the wrk I'm doing and then I811 

go around. But I always feel that the w rk I've 
done, you know I've lost interest in showing it . 
ee «END 


GABOR SZILAST 
ee 
CU St. Catherine Theatre Depuis vingt ans, Gabor Szilasi a retrace 
Denyse Pelletier 
l'environnement interieur et exterienr des villes 


et villages du Quebec. Dé l'Abitibi, de 1'Ile 

aux Coudres et de la Beauce jusqu'a Ste Catherine 
a Montreal, de restaurant Texan, a 1l'edifice de la 
Canada Cement et a la boutique de Bombay, nous 
associons 4a presence humaine aux interieurs 
habites par la television et aux exterieurs 
eclaires par le clignotement des neons. 


Supereexe Ste. Catherine ® banextaxphoaka C'es t pare le cadrage que l'on 
voit le soin qui est apporte a ceci, puisque 
l'ordre se revele par le choix attentif des details 
Dans la photo de Supersexe Patace Theatre, les 
parties des deux batiments sw devisent l'image, et, 
de cette facon, etablissent une comparison. La 
facade ondulee de Supersexe partage egalement 
l'image avec les colonnes neo-classiques du 
cinema Palace; des femmes flaorescentes, font 
concurrence au film Escape from Alcatraz et a sa 
vedette Clint Eastwood. Les details absurdes 
abondent. 


Dans les photos en noir et blanc de la rue Ste. 
Catherine ce sont les qualites de surface qui sont 
mises en valeur; *fans les suivantes, célles de 
1l'Abitibi, le choix et la bombinason des 

couleurs revelent le gout de la culture. Chaque photo 
de cetter serie est prise dans la meme position 

et a la meme distance afin de minimiser des 
changements d'espace et de temps et d'accentuer les 


Abitibi Abitibi 


modifications de la forme architecturale et de la 
couleur. Elles font connaitre une sensibilite qui 
est particuliere au Quebec rural. 


Blank Interieur ed debut des annees soixante dix, les interieurs 
et les portraits representaient deux facettes 
particulieres et distinctes de l'oeuvre documentaire 
de Szilasi. Les interieurs fait toujours reference 
aux habitants et les personnes sont toujours 
photographies dans leurs environnement; ou comme 
dit Gabor Szilasi: 
* "My two main interests in photography were always 
people and interiors. It was always important for 
me whether it was architecture or landscape to 
photograph where I could discover a trace of man. 


Mme Tremblay 


Old nun Interieur *® It is very important for me that they are not 
well known personalities. I don't want to rely on 
the reputation of the person because he or she 
is well known. I enjoy photographing ordinary 
people but people who still have a strong character, 
people who have presence, 


Balnk Mr. Pasztor 


couple 


Scott Wright 


Andrea 


Cheryl Fleming 


Mark and Christine Fowler 


Raymond Pharaud 


In the early seventies, interiors and portraits were 
two dndividual and separate facets of your work. 

In the later seventies you choose to integrate 

the black and white portraits and the chlour interiors. 
Why did you make this choice? 


Because by using colours in the interiors, I'm 

adding another set of information to an otherwise 
black and white phtoograph and that is important in the 
case of interiors because it tells so much about 
personal taste, about social situations, about 
cultural values.®In the case of a portrait I'm 

quite happy with a black and white portrait because of 
its abstract quality&.And by using both black and whxkt 
white and colour, the statement about the person and 
his or her interior comes across in a more significant 
way. The two somehow complement each other.®If you 
look at the black and white portrait and the colour 
interior we might find out certain things about 

the person that we didn't know until we looked at 

the colour interior and vice versa. 


Par exemple le portrait de Cheryl Fleming qui fait 
voir une femme d'allure innocente appuyee sur une 
bibliotheque dont les tablettes sont occupees par 
une collection de poupees. Symbolisme de renforcement. 
Dans lL'interieur a cote, un graphique rose, jaune 
et bleu parcour te mur, un divan de velous rose 
languit dans le centre de la piece, des plantes 
s'epanowissent. Le portrait est en contradiction 
avec les lieux qui 1'illuminent. L'innocence 
s'evanotit, alors que la jupe fendue s'ouvre de 
plus en plus sur la jambe. 


Sur un autre plan, ce changement existe a l'egard de 
l'activite physique du photographe. Dans la pluspart 
des images doubles, on decouvre entre le portrait et 
l'interieur, un rappel visible: le coin d'un chaise, 
un telephone, le bout d'une peinture.® Ces indices 
visuels reapparaissent dans 1l'interieur en couleur 
leur position par rapport au cadre change, leur ton 
s'amplifie par la couleur. Ce changement dans le 
temps et l'espace traduit l'activite du photographe 
et les moments du portrait et de 1l'interieurs. 
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000 : GS. Veay lie 4 it. I'm just Stolung wt, this fv the tne bes. What 
Im also tryung lo AvfsAuuk liys 4 prroeut uy photos ly kepiuat ag, . 
for Hao txlubum, | fry fo do au Wd eretow in the has load. 
Oud dry uur Hy  pholos be thar Wdentation which. | got Hu 
dia from Jim Dun /FAudondia covpration oud | sovt 4 ibe thar. 
Mud suc |'m uouag 2. Pluokogeap lis mw bs SQurt at, a cut-out wat 
an ownrmat might be a dir too fussy becaune tha profirer dae farrly 
chose . | dr kuow- Atuyuray tS less sok. OF cowue 1 hae to pay 
ro howe He widentatum wade because | haus br ack He Danke 
> dou. But I think i loole quake good. So I'M try that. 1 shill Lave 
fo get te touch unt the Fellows at Ry tron pecan iy pauls cox Sot q- die 
df site. | dour Kuo Y Hary' Gynee fo thar ov not. So toe aun alk sw 4 
pAblleuss 
kL ta | takes & lok ao those Po yu bare gome lue baw - He Pass. 
G.S. Well, no the rhe | kad. | dont kasw iF You sas Ur ot Vaquue .Wheen 
Wichacho morsd Hoty Led a qoup show aud hats ome tung har sot 4 
UL BUAG LA me way mut Ww ifat Jun Povewan bough oe Auglak dass 
those Ryd. So | dint have ut. | mdy have contac pauls of some g the 
how. Sone 4 Haw unl be ao - seme thy ae 4X5- sou 4 too Unt 
be Wa squaw site, they wall be cropped. | cauk Axdlly Huo Yow Culcrgrenssudt 
Mont Wow. 
KT. Do you Hk your wovk wih alurays be with 4X5. Ar You Commuted lo 
that quality 4 wnogy thot yor gut from a. 'tXx5. 


QS. Wo,not sadly $ lad, thar in thao pack 4 iuaager , the povtrats due done ow 2% 
Oud Hie wheres 4X5. % even unkum the Same Frame "nn wong 2 def-ereut 
sits, | tum thet one Auntd ure te WW8 frvurcat He subject matter ittds, demand 
[Nee doe povirauts for Years on 4X5 aud wow | hepe fo be freer. | shi 

put He 2/4 on a trypod, but sidhce You dou lau all the bustrers 4 black 
ot aud holdin aud au that, | Cu juot wore with the 24y + & Susall ‘tmpod 
wey qudcly pyherewr | wmf fo. Or uf theme coma Liglut | yuok do tr 

hand hid. ‘The Acasom linn not uduig 35mm foy Hu pavhauts ..i8 heceuum. | 
thouglt He Qualuhy wold Ie que diffrrut. 35ma, bes $0 yaruy + shallow 
Whereas He 24 XB4XS Qu coupahble um terme 4 sire. But Heew | trorslt that 
maybe to show this yuxtapositon jtic eovrach tusu Moye , Wayle | turdd do the 
povbrouts om 35mm aud have them fuzry aud giamy aud teu a ew cusp, 
ve Sheap volown pak. Why uot? 36 tat will probably be the wt thing. 

Right nov. Imm yuck dui te parts win 2%. Sourtloy lee wtuich | dow 
Kuow Yo Yn wouked lo til abot but whi, we cau tlh abt wo 

He quiotin 4 quads. Whetlur qomauieuk Seppo lo & good thug for He arhal 
or wot, | had 2 Wort tm qauts aud & Year faut - what do yn call w, 
the big gout 

KT the suuor ouks qraur ? 

GS. eo. Aud for thar fy me dow Honk a grout wet Youre pardk 

onlay (> photoqaph aud shame Hs odd frulduc wk on tu side hat ut nectas ouuly 
fy quay anhit to the beat iwiy 10 fumcum. | find that 1 do by our 

Proto pop hy , mb ined unt oti haps , Lrary day Wie, Ao long ao | dou 
Wa Hee cory, th wmlio ont Flee. Wham | an workin dn Hurt of ik happewed unt 


onlin puagids Wilt Huo Muito 4 Putreyoplo, | fast cade prope cand, | Woolen 
oppowriuents oud uk pat 4 tetas tenecrydl tay lift. Yor bum | douk Acable, 
fet Hr bid b here b wesmthr off fo do Huo projet: dv if | had, | wouddut 
potsauly do wre a ur ov less of ub. the problem vo diffsnent if youn 
photo guapins todo Yon me fan aumry places , like if Yom have to tod how 
of ours yor hawt 16 hawe tue of. But | Houle you Cuw | road prrfer 
to do itp ale FCG platy AD pat” 4 jury stidcase an Loubus. tts & health 
vi om Wen he prsnal. Som people Caut som tr Juggle lurorerg 
aud dowly Ie Mud dows how Or Worle. Aiud they ray (ued the tne 
to Stay ok how | Lave au wcone aud ua Lm gouy to do buy own use. 
Coma prope May ttmk Hoey Want b do Kar Woy, but fud dof 
they cout because dey cant wir Wirour sure sot 4 Shnchurs. There 
Que nay attitudes towards if. I'm woh unt whebten | apner , whether 
is a yood w lad Hung. 

G5. NONo I'm dout uuk.. | sand what woo fy we. But Iu Gucse 
BAL Up Gov gums Aten on | lke to plologaph uu Italy fy b Watts, 
wil He Only wily... af Mast | Would haw fy take gg tune frome 
teachuns dua fund Yous Ltay surnnng. Well Hols happewo.. welt Urtor 
we Seem. I've. WAutt tn 90 Many I2Hers of Aecomncudanon fy Pludcc 
qauks 9 CC gas. And whew | lor of te walk, wher they're dor 
| fe 3 maukho o ucar , iF ont meosoaly thor wach bela Cow 
bar Heya ole Hus year byore. 56 | guts, Qu aanrr Kugit tyen use 
He yess for Ml a use, auth thn dr Gg Foukaohc pyoduchn the year 


KS. 1 juot Wauked fo adh Yom a questa. The people whose purbruks Yor tale - 
mn thay frends au Key Well kuna people as fhrry uukenn people ? 
GS. Most 4 them au wukwown prople. the aes Iam doug row, tory de 
More of |4r8 Acquautaudo, Huy cre wor strangers. It happeuo occant umaliy 
thot |Wiet Somes ja Couple. It just happtucd Hob | ut 4 couple, 
an Adin Wuple af Meo? plac Wp Wu St. Saupeun. We got om Molly well . 
Aud | find thoan vey lukawoting , vey mayncl comple and I'm gowg to 
Photogaph them. | have kuown Huw byore, but that's the eveeptum. 
| dat We ataday aud ao a wediind fack | aluosh abusing try 
tb awsid dowg wh Lown peop" | dat ut lo MEE uy 

purpose or the WubtAlol Y success 4 dy Pichuus on the prrten beeug 

we brn Because lotak hoppema vay Aku Y you sa a plislog. 4 a. 

Voy welt bur pason, the wut beled Hie prrsom cbsturso Ht achral. 
value A Ht plot otraph. Yow find vr ao an telleut prolog. becaune 

yor COM HL a pidunn Maybe Sumemr wy sda Phobograp Ledf So aud 
Har happuns vary oftn. Sone photogaphe aus based om. the faure, Aecoguhin 
te sae Tn thylig 4D pluolog. puck ordinany peaple. They au prope 
Who | duno, Whine | find inkertorung.| Some q them woight have some 
Nupurakumn hie Way he Jusk ory local. You kwow, lie [ deackeaA fo 
pluoio. Sawn, Sam Toto. Well, of course mu Tovent ereylrody ust lous ther 
iS Sam Toke. but if tar phole is sum sumewhr se, wot i a phitlo 
cds then nobody nll Wow who sam Tala io. |'wr yuok tyng to ploy 
uot adnan — peop. Beds ure aut wdeuotusg Peaple cree wer. | Hoke 


is importaut Im He Case g Sam aud some oFhow. | have bem thew 

$> long aud Huey aie Yy dear to me dud | urtut fr plolog . You. 
Kt. Do You wmr up with a After Hype Woe, Jaren Yours eLosnect 
fo a puso. lu Hun walls, 4 youn very close to a parsine, if yom know a 
pason Loy WU, do yu ait a plusiogroplic Mmage Ubid w os lb Kot 
pusin, chor to the chanacker a thar psn? 

4S. | Mau $0. Yow favo haw Ur wp unbh. o cmmplehe srauyr Y Yow 
anon He Sau Wore length, , thio Aapport Wuglat happen Wu a waller 4 secomsle 
oy Menubto , OY athin 10 Winnhto aud ten Somers yor 've Kusurn fy yeano 

but K's comune shy , docout like io he photog. Someons tym buss heally well 
but Ur Wage tis 34 sssume or Ur ugk wot Wappen at ol fo gut 
plslog- 4 Wo true Chanadin. I'ma surpnitd swmetunco how Pustog . who 

do yortrauts hate to be plokog. It alunos pss jae sms iusto . 

K-7. Do Yow like fo be photog? 

6.5. Ya. Fur wrtawa I ust talline 40 Hawg Bowrdeau Yedterday ; Boe Boudin. 
unth 25mm wv suapstols he dotomr wend but un frout g a Veo Caunra 
he cauk shaud ib, he Mateo wr. But Hew he cetout plusts peopl euler, 

30 | Yah Hots far. Sut a porvirt photog... because Yor bass Urtebin Yorn 
Prolog som Uo dy , Its au eyploitahin in a way. That patret piso daduk 
Oye Namo to he pholog., | tute Hur photog. shsvid put bmuracl} ur ths 
Plau 4 He suber, have Hus bia Hung on 4 Mpod with & black clotte . 

But Ue Can be a traumahc eypryercr . 

K.7. Mayne trate vol he Puslog we docut..... end. 
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I: GS. They do go thru all sk 4 diffeeut phases 
KT. OF comme you will abrecester aluciys Aun ude tee avyuient thak Us 
not homogeurtmo, Us Usk together. But theres also a port wher Ur cate 
become very safe U Yor woke iF unl one type 4 wot aud iF Lessee 
Change because yor lewow Hot thors war het. But the uw us 
thes eomtug out. 
QS. The porhous aud wtertoys 
KT Is thor sufpircvently loldung yun ubewor ?—bo explore tr Further ura geuse? 
GS. Yo | Kewk so. | think it urbewots me SO uiuch now thot | eaout do 
eure 4 ur, AWA Ur mght Lud up unt, | dour boom, alt suvts 4 
crany Hatuas. Maybe wa Year lh go to the colour povtrrts wher I'm s0 
wildly agawor uow. Or waybe th unl be the Atver. I do black aud 
utube ibis Aud coluun pvhraus, Cowmplerely seuselers. No.l wauk to 
Sux. that Once we Sart explore souuttiiug thor the change au evotwhon 
com by ursle unthot Aectly puoling iv . Because iF you do a large 
bubs of plobographo 4 smutlung ton a change ui occon. Whack 
git be sivply , wn bugil une shi the sauce technique, sy Ko same flu, 
w to shade wth BtW aud te cause format, bur Your plcletae plane unl 
Chose the way Hie surface vo orgamred all Choug. | tou 4 
it Goto Change thou yu have to gut wned. | malt jor brent , 
thor 4 phofogupiy becomus tod easy they you hae lo start 
ddlens Qutohimo. 
rae whar cbour the eftecy 4 uswkeng Ua purrs? Do yon sa polubial fey thor 


oblun than Her lwd4 youise dows sk wow ? 

GS. Something | uo Hulng of , ouck Yow Shak lng on poarr , UF 

b abtady a step aumty from the Suugularn uuage aud a sep trusado te 
Sigueuce. So 1F is 2 thon You kusnw , We wage be 3 aud th Cate change 
fo something duperout: No. Mugiuk WOW, | can su orly the paras 4 dunagen. 
Vm wot yg bo Hunk at theo gage of wha I'm gous fo do afber. 


END. 


